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Abstract

Employing the dramaturgical methodology of Pandemic/Epidétmbodied Performance

( 6PEEPOG) , -ledhesearchprojectcstaged elive theatre production of the ancient
Greek tragedyntigone by Sophocles, in Auckland, New Zealand, during the COYID
pandemic. Despite the restriction placed on theatreuseaaf the global pandemic, the
resulting production actualised a range of methods for theatre to respond in times of crisis
while retaining the aesthetics and ephemeral qualities of live performance. Integral to this
research is an exploration of how amti Greek tragedy is relevant to contemporary theatre

audiences.

The research projeetensively engages with tseenographigvork of practitioners Lizzie

Clachan and Soutra Gilmour (focusing on their performance design contributions in British

theatre) which influenced and informed the design of PEEP: Antigone. Artist Marcel
Duchampds theoretic perception of spectators
sculptureEt ant Donn®s: 1. La Chute dobéeau, 2. Le G
2. The llluminatingGas) An examination of Robert Lepaged
and designer of the theatre, makes personal the pressures of working within the theatre and
supported comprehension of the external conflicts that can obsteucature of theatre

making. Central to PEEPOGs contextual focus i
conjunction with Research as Theatre (RaT). These theories are explored through critical

scholars Judith Butler and Yelena Gulzman, who subsequentig &sgand against the

approach that all research is categorically performative but not necessarily theatrical.

Positioning the research through an epistemologically dramaturgical and theatrical
perspective, the written thesis follows the structure aranient Greek tragic plot, with titles

to guide the audience through the story of this research process.
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Prdogos The First Act of the Ancient Greek Drama

Before Ibegin,l would like theaudienceto note that this thesis written through the
ontologicallens oftheatre morespecifically anancient Greek Tragedglot. You are my

audience, and | atme DidaskalogDirector).

Usingthe ancient Greek tragedyntigoneby Sophocles, this researabks howcantheatre
be performedive and maintain its aesthetic and ephemeral qualities during a global

pandemic?

Each chapteof my research followthe structureof an ancienGreektraged*. The Prologos
is the first act of the Greek tragedyis the play's openingestablising the context and
charactersMy Prélogoscontains myesearch questicendresearctabstract anéstablishes

themode oftheresearch

ThesecondchapterParados: An Opening Choral Ogsignifiesthe Ode sung by th€horus

to open the play as they enter the Theatrdhe Chorusnformsthe audiencef the eents
which have taken pladeeforethe play.This chapterdiscusgsthe contextsof my research
andthe paradigns drawn fromDramaturgicaMethodologiesand Feministhinking. | discuss
the story of the COVIBEL9 pandemic andow it influenced this researchconsider the
historyof ancient Greek tragedy and theademic discoursasirroundingts relevance
within contemporary contextsexplain the reasons behind choosikgigoneby Sghocles

for this research.

Episode 1: Art and Artists; The Theorist and Practitioners Who Have Shaped the Research

discussesheorists and practitioners includiAgtist, Marcel Duchamp, and Theatre

! Prélogos ParadosEpisodes, Statsimons, Argon, Exodus.
2Theatre, from the ancient Gredijeatron: The watching place.
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Designerd.izzie Clachan Soutra GilmourandRobert LepageThis chapter discusses

several international COVHpelated theatre designs.

Episode 2: Methods and Methodologe@amineshe methodd usedthroughouthe

researchTheseare exploredhroughthelens ofFeministTheoryand Theatr¢FTT) and
Research as Theatre (Rallparticularlyfocus on the scholarship of Yelena Gulzman and

Judith Butler

In ancient Greek tragedihe Agorf is the debate betweawo charactersusually the
protagonist and the antagorfisthis chaptediscusseshe key methodologyf this research
Pandemic/Epidemic Embodied Performa@@&EP) Several subdmptersexplainthe context
andprocesseappliedto createamy aesthetic and ephemepabductionof Antigone Peripetia

and Anagnorisis: The change of circumstance and the moment of disexptoreshow my

original research proposahifted,allowinga nAh-6ad amoment ofdiscovery to stage a

production ofAntigonein the pandenal The Theatron: The Scenographic Design of PEEP:

Antigoneexploresthe physical designsf the productionTheChorégosand Didaskalos: The

processes and methods of Directing Antigcinapterexamineghe methods angrocesses

usedto direct,rehears, and perform this play a live audiencd discuss the lostructions
and contingencyf theresearcldue tothe COVID-19 pandemicl explain how | used a
Directors Model Bookto archive, curate, and construct the productiaensider

international theatre in theubchapterinternational COVIDBrelated Theatre Designs

TheExodusis the concludingcene otheancient Greek dramdt was performed by the

Chorus andllowed for a moment of commentaoy reflection of theplay's themesn this

3 Agony, from the ancient Greek, Argon: Conflict, struggle, or debate.

41n Antigone this is the scene between Creon and Antigone. After being arrelséeis, interrogated by Creon,

having buried her brother in strict disregard of Creo
5 use Bertolt Br ec h tfrénshisbmkBermlpBrechtBrechd onRerfdrandnceB o o k

Messingkauf and Modelbogled. Tom Kuhn, Marc Silbenan, and Steve Giles, trans. Steve Giles et al.

(London: Methuen Drama, 2014).
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chaptey | makeconcludingcommens about myesearch anceflect on thdearning

processethat emerge from the project

Throughout this thesis, footnotes interven&tsmons These were interludes where the
Choruscommented on the play's actjontersecting between each Episode (or Scene). These
footnotesgive further commentaryreferencesand citations, alongsiday reflections orthe

research.

This thesis is submittein conjunction with a video recording of the final production of
Antigone A copy of this productiocan be requestdal contacting Corvus Theatre Co. at

corvustheatreco@gmail.cods we begin, heaudieneis reminded thasll the

dramaturgicaldirectorial anddesignmethods angrocessesontextual practicesndlenses

wereconsiderediuringthe contexof the COVID-19 pandemic

13
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Paradcs: An Opening Choral Ode

The only disease man canmaive, or cure, is deathChorus, Antigone.

’ aheraid.con | Tuesday. March 17, 2020 s e sy stw-sacn ST

e m . e e praa  m— p—

CORONAVIRUS PANDEMIC

e Dew Zcaland FHerald

Figure 1: Holly Charlotte Luton Mo d e | Book, New Zeal and H
March 17 2020. Auckland, New Zealand.

In March of 2020the world came to a standstiflanes ground to a halt Bsitions closed
their bordersCities fell silent apopulationgplungedinto lockdowns angiovernment
mandatedsolations Our cultural formalitieschangechow we socialised, dressed, and
practsedour rituals, old and nefvasstockpiles of toilepaper haarded by shopperseft
shelvessmptyin supermarkefs Like theplagueghat have come before, the ritualistic
gatherings and festivities of parliament, temples, mosques, chung$ings, funerals,
birthdays, markets and shops, hostelries, sporting arenas, thaatr@grforming arts

venues, all but ceasetihese were the results of a new virus officially named COl8Das

6 Over time we practiced cleansing rituals of washing and sanitising our hands. We dressed in new ways with
medical masks and PPE gear. We changed how we socialised with each other, tracking our movements and
practicing social distancing.

1 recall the stoy of my grandmotherstock piling sugar during the British sugar shortages in 1974.
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it spread rapidly and globallizromMarch 20200 Sepember 2021close to 300 million

have contracted the virus, and five million have djkxbally.

Historically, theatre has seen many periods of turrhedaus®f plague political upheaval

and war® Despitethis, theatre hasontinually and determinedlyperated under clandestine

and isolated meart8 However, manylecadehave passesince theatre has experienced a
massscale lockdownln 191§ due tothe influenza pandemi®ew York City public health
commissioner Royal (ueland statedthat hewould keepfimy theatres in as good condition

as my wif e k'%Witisoneweek, al theatee® and schools clo3be.Evening
Bulletindocumented that theatres in Philadelphia saw a loss of $208/800nv0 weeks?

an estimated $3.5 million in 2028In our currentrisis, we see historyeflecing itself as

theatres around the woddll dark.We cannot help but wonder what the social and economic
long-term consequences the pandemic will have on the theatresidlon 6 s West End,

Yorkdos Broadway, and heére in Aotearoa, New Z

8 The Blitz of the Second World War caused numerous disruptions to the theatre, often resulting in hasty

evacuations cfudiences into underground bunkers.

9 As the theat were shut down and banned duringltiterr e gnum peri od of Oliver Crom
1660), theatres moved underground to more private and secret means.

YL ondon was often rife with plague during the Elizabe
The Curtain) were often closed for long periods of time while plague ran rampant through the city of London.
“Charlotte Cannilnagst oA aethrcani€loedre A Publication of Theatre

Communications Groy24 March 2020https://www.americantheatre.org/2020/03/24/theatrdthe-last

pandenic/.

12 1bid.

BZachary Woolfe, &é6Metropolitan Opera CantheNesw Season C
York Times19 March 2020https://www.nytines.com/2020/03/19/arts/music/metropolitzwera

coronavirus.html[For comparison, the Metropolitan Opera in New York, expected a $60 million loss as a result

of the COVID-19 pandemidn 202Q]

“David Chidekel, &é6Broadway Foridg16 KebrnaryQd21,Busi ness As Usu
https://www.forbes.com/sites/legalentertaent/2021/02/16/broadwayokenor-businessas
usual/?sh=7fec98fb211[IChidekel suggests theatre has relied too heavily on liveness in an age of digital

technology and theatre should continue to stream their production in the future, both for its ecbeosits,

and accessibility for new audiences.]
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Figure22 A1l Theatrebs Closed Until Further N
Pandemi co, Amer i can Th e@mmunicatioAs Grou) 24 iMareht202¢

During this currentpandemigtheatre artistseek solutions to remain relevant and share their
work with audiences, pragmatically and aesthetically; from streaming services to open digital
archives of prerecorded performancEawith actors and directors gathering via Zoom and

Skype to produce thework.

Theatre igegardedas the most social of all the art forfisJnfortunately, physicaknd

social distancingutlined by the World Health OrganisatiQvVHO) andlocal governmental

B“Lauren Hitchman, &é6From Page to Stage to Screen: The
Adaptationll, no. 2 (6 August 2018): 1785, https:/doi.org/10.1093/adaptation/apxQ29

®Nadia Anwar, 6éTheatre Combi nTheNewson SMadayp Juty 2016, he Ot her
https://www.thenews.com.pk/tn&hil/561301theatrecombinesart-forms [When commenting on theatre as a

social artformProfessor Martin Puchnghe founding director of the Mellon School of Theatre and

Performance Research at Harvard Universitys t a ttheasre id tieanbsbdial art form. The gathering in

theatrical space is the most political moment because it has to do with the groups of people. This is more like a
rehearsal to political assembly, and a reflecfion.
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bodies have seen the closures of many venWétht o d &nowledgeand understanding
of virusesi and theirsocial and medical implicatioristherisks of sitting in a closed
auditorium withmany othepeople outweigh the joy of the artform. Theraasva physical
danger for the participants and audiesiogthe liveness of performancéhis cannclude

anythingfrom handing over tickets to taking your seat in the theatre.

My researclexploreswaysto maintain theati@ smiherentaesthetis andephemerahatue in
the time of COVID19. Thescenographidesignand methodologpf PEEP: Antigoneis a
proposed solutioand response the disruptions of theatre causedlihy pandemid?EEP:
Antigoneis an aestheti@and livetheatre performance, whietdhereso theNew Zealand

gover nme nt dndprattaesodedice the spread of the virus

Fundamental tony research iseminist Theory and@heatre (FTT). Eminist Theorys the
Aadoption of an a m@gonwhalcrécoghises thkahall thdomeslagee cr e

p er s p eltAs LovimGolien suggesBeminist Theorys a scholarshighatseeks to
Aireplace [past positions of r edenpawerimgnt, wi t h a
voice, emancipation, equalitgun d r epresent ati oh for shpptess &a
personal, and the personal matters. Thus, my written scholarship, in conjunction with the

design ofPEEP: Antigoneis inherently personabndthe research igositioned through first

person pronouns.

Contextually | positionthis research from my perspective as a ciswoman who identifies with
thepronounsshe/her. | ana ciswoman of British deeent, residing in New Zealand since |
wasfive.On  my mo t, haenma thisdgeseratogemaleuniversity graduateMy

parents raised meith the perspective that educatisressentigland we often visited

17 Cohen, Louis, Lawrence Manion, and Keith Morrison.d&esh Methods in Education, 5th Edition. 5th ed.
London: Routledge, 2001, p. 34.
'Ibid.
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historical sites, museums, art galleries, and thedthe§irst theatre experiemcwas afive

months oldperforming asan angel in thaursey Onativity play.

On the 28 of July 2012, ksat inthe stalls, of the Olivier Theat(eow 2, seat R14)at The

Royal National Theatre in Londohwaswat chi ng a producti of® of
of S o pAnbgorie.lk\sad my first encounter with Greek theatre, and | immediately fell
in love.l realissdthat even ancient plays could speak to us angimegined in new

contexts.This productionignited my passion and pursuarafeéheate and hstory.

P This is the translation | use during my research.
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by Sophocies
in a version by Don Taylor

Figure 3 Holly Charlotte LutonAntigone National Theatre 2012 Programme ar
Ticket, Auckland, New Zealand, April 2021
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The act of storytellinghrough visual and oral performansanherent in théistory of
humans® Extensive recordshowthat our ancestors encouraged art and performé&reed
historians believéhat the formal creation dleatretook place inancient Athens, circa
530BCE.The arliestrecords suggest thtteatre was not just form of entertainment but a
ritualistic event during the festival of Dionysia. Thespis is the first recorded exaatton)
in AncientAthens andyjives rise to the termihespiad?? Most ancientGreekplaysin their
entiretyarelost to time, except gew full worksfrom four significant anciat playwrights:
Aristophanes, Euripides, Sophocles, and Aeschylus. These surviving plays consist of

Comedies and Tragedfésind centre on themes of war, politics, dmelancient Myths.

Written circa 441 BCEANtigone by Sophoclesfollows theancientGreekmyth o Oedipus
and the resulting tragedy of the Thelvayal family. Antigonecentres on themes of state
power and family obligations and the disruption of rites and rituals ofl pwaatices.
Although Antigoneis the third play in the Theban trilogy, it was writtest. In 430BCE, an
unknown plague swept through tteatrecapital of Greeceand Sophocléshomeland,
Athens.lt is still notknown what the plague washich killed thousands of Athenian

citizens?* Surviving the plague, Sophocles was insptedrite his subsequent tragedies,

20 Yuval Noah HarariSapien: A Brief History of Humankir{@anada: Penguin Random House Company,

2014) p . c#on has gnabled us not merely to imagine things, but to do so collective]ly

2’Caroline Davies, OResearch on Dor do-Ban&n Palacelithic Art Show
Age, Approxi mat el The QuardiadihB0Gepmter281iek.grechéeplogy
https://www.theguardian.com/science/2011/sep/30/styetoddlersart
lessons#:~:text=Archaeologists%20at%200ne%200f%20the,soft%20red%20clay%20t0%20panduce

examination of the Dordogne Cave Art in France, shows that our ancient ancestors passed their traditions and

stories onto their children by teaching them how to paint. Small fingerprints and indentations left by children,
demonstrated how parents eacaged art, by lifting them up to reach the cave ceilings].

22 Thespian, from the ancient Greek, Thespis: an actor.

2A third genre, the désatyroé plays also existed, altho
like Satyr, wearing pHic costumes, singing and dancing, and often satirically mocking citizens and politicians

of Athens. Satyr, from which we get Satire.

24Robin MitchellBoy ask, o0The Art of Medici ne: Thelaacguole373a nd Thea:
(31 January 208): 374 75.
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Oedipus the KingndOedipus at Colonu@he first and second in the trilogy)singplague
as a metaphor fahe cursaupon the family and the Theban Stdkesplaysdemonstrate the
infectious nature fateanhave on future generationghus,| choseAntigonefor this research

due to its thematic relevance and similar contexts of plague and pandemic.

As Yuval Noah Harari suggestsu mans have Athe ability to cre
words enabled | arge number s ®.ddr midenniaghnmgaasr s t o
have collectively shared their experiestt@ough mythsBy changing and altering those

myths,we can beer understantiow we cooperate and communicate as a species.

This research beganith ananalysis of past productienf ancient Greek performansén
New Zealand. Despite Classi@tludiesbeing aNationalCertificate ofEducational
Achievemen{NCEA) subject in New ZealanfSecondaryschoolsand taught at tertiary level,
the lack of Greek performance in New Zeal@surprisirg. Through archival research, 45
documented and curatpdoductions of Greek theafr@omeproducedwithin nontheatrical

spaceg® A majority of theserecomedes many repeated several times.

It is crucialin understanding ancient Greek theatreliscusses the philosophy of Aristotle, as
expressed in his most famous wofrke PoeticsThis bookassessethe efficacy and

characteristisof ancient Greek theatre. Especidlgnificanti s Ar i st mndf eds def i
Greektragedy He articulates that moral ambiguity is at the heart of every great tragedy, and

the tragic hero must be neitheevillain nor a virtuous man. The tragic hero does not redeem

hi mself through Amisf ort yposke, anlpgoagddoduwhetd or t un e,

mi sfortune; the cause mtHBdstatesit hbe Vviscéhebpt o

25 Harari, Sapien: A Brief History of Humanking. 36

®Massey University, élnmates Explore Morals in Greek
https://www.massey.ac.nz/massey/abmaissey/news/article.cfm?mnarticle_uuid=31C3FHERAE-4592
B1A0-BC51D172CE51[These include school productions and a productiofntigoneperformed by

prisoners using puppets.]

2’Thisisunderstod t o be 6Hamartiad or the fatal fl aw.
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wi || produce t he t2Tcrhangiecdayl Inyu sfti niensvto kter afigpei dtyyo
to accomplish its % \listotie deternsnesoaf Antiganasthe e mot i ons
harshest and most disgusting of all tragedie
poets only rarely creatsuch situations, as in the Antigone, when Haemon fails to Kill

Credno

Nicole Loraux asks her audience, what is the purpose of tragedy, especially when performed
inthe2fcent ury? fAWhat do spectators infthe thes
fiction, things that in ever3Ldoarya ulxiofse sccahnonl oat
made me consider why tragesiyll mattesto us During these compleand strenuous times,

what can tragedglo to help us bettannderstand the political andaal structures we

occupy?Therefore peforefinalising my textual choiceof Antigone | asked myself several

guestions

Why am | choosing to stage a tragedy in these tragic times? Would it not be better
to choose a Comeds play which might bring joy and laughter to andience?
Aristotle reflecs thattheatreshouldpurge emotiorand createcatharsisfor an

audience. The purpose oéfjedy is to evoke pity and fear. Are these the emotions

we wish to conjurén Antigone?

Finalisingthe textual choice, | b@g to examinenumerousartworks artists, and theorist

who havenfluencedthe directiomal and desigad choice®f the production oAntigone

21.J.PottsAr i stotl e on the A(Camboidge, Brited Kingdam: Gambridige UnRersityt i c s 0
Press, 1968)p. 3334

2 Aristotle, Poetics, 1449b

30 potts,Aristotle on the Art of Fiction ©heP o e t, ppc3535

31 Nicole Loraux,Tragic Ways of Killing a Womarrans. Anthony Forster (Cambridge, MA:

HarvardUniversity Press, 1987p. 64

32 Holly Luton, PEEP: Antigone Project DiaryAuckland, New Zealand, 5 April 2020,
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Episode 1Art and Artsts The Theorist and

Practitioners Who Have ShapdtetResearch.

Peter Brooksuggest thattheatreis defined as the action ohe personvalking across an
empty spacevhile anotherobsenes® Sincethe mid-19" century practitioners and artists
haveexperimengdin shifting the spatialdefinitionsof theatreincorporatingvast

technologicahdvancesn lighting, sound, and projectiafesign

During this pandemic, th@otion ofB r o othedtrsspacenas been experimented witlvhen
theatre cannot be seen by an audiengersonwithin a physical space¢heatremust adapt.
A problem liesn how weunderstangpace Doestheatreonly exist within aphysical
conventional theatrical spacB@rformances outside thditionalthedre spaces are nat
newconcept For exampleperformancesave taken place outdoor venugsshop windows,
prisons, and schoolértists andScenographersequently experiment with theart andplay
with thenotion of spaceThe following artiss were influential inthefinal design ofPEEP:
Antigone andtheir notions of the possibilities of spagteaped the directorial and designed

processes of the research.

33 peter Brook;The Empty Space: A Book About the Theatre: Deadly, Holy, Rough, Imm{iatey ork:
Simon and Schuster, 196@) 11
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Marcel Duchamp

-0y 52yysSayYy md [ /J KdziS RQSI| dz=

Waterfall, 2. The llluminating Gas)

Marcel Duchamp isamed for his conceptual ahdhis associatiorwith the Dada and
CubismmovementWhile hiswork hascomprisedof painting and sculptunmediumsit is
the latter that | shall discuss in this chapkgant donné¥( D u ¢ h a mpodksandinamlesin
secret)s alarge threedimensionatableau However, it isonly visible from oneposition:
through a peephole in alarge wooden doot Through it lies a naked woman, her face

obstructedputstretchegholding agas lamp amidst a large landscape backéfop

Etant donnéinformedmy researctand enabled me to communicéte intentionsof PEEP:
Antigoneto anaudienceAs Dawn Ades¢t d.) suggests, thredimensionalityhas the
inherent ability to be palpable, solid, aamgible3® In theatre, we understand this to be the
collective sharing of space, both as actors and audi€heatre igalpablein manyways

we mightsee the same plagccupy the same space, practice the dheatrerituals
Neverthelessyecause we are individuataur affectiveexperiencecan be entirely different

to oneanother. Ouplacement in the theatreerspectivisni® or personal contextsan shape

34 His full translated work is entittet ant Donn®s: 1. La Chute doéeau, 2. Le
Waterfall, 2. The llluminating Gas)

Al though already deciding on the concept of a peepsh
discover in my research.

3¢ Dawn Ades, Neil Cox, and David Hopkirdarcel DuchamgLondon: Thames and Hudson Ltd, 989, p.

190

' n strict instruction to be only revealed after Duch
Phil adel phia Museum of Art, with a prepared O06Manual C
38 Ades, Cox, and Hopkingfarcel Duchampp. 190

39 perspectivisnis a term devised by German Philosopher Friedrich Nietzschdolits the view that all ideas

and research is undertaken with contextual perspecéaeli n d i v codtextwlll ibfeience how they view

knowledge pbserve the worldand how they approach it.
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our emotional resonanc€ogether ar experience might be similar, btts not the same.

The artwork Etant Donnés

Can never be touched, not because of any constraints imposed by the museum, but
because it is separated from the spectator byirtipenetrable barrier of the door,

and moreover, can only ever be seen from one viewfjoint

However, theatre currently has strcinstraintsmposed on ias a reglt of the pandemic
This meanghat theatrdnas to find ways to exishat anstill be palpable buto nd harmthe

participants or spectators.

Although Etant Donnéss asculpture it embodies the intrinsic ephemeral nature that theatre
produces,o0 wWhkeeheaiital device can substi*tute foc
The concept offgectatorship was a subject of discussand difficultywas excountered

whenproduadng theatre during the pandemic. The production was filtoezliratethe

practiceled component for examination. The recording provided the possibility of streaming

the performance in the likelihood that Auckland could be moved to a higheleaieror

locked down completely. Howevdracknowledge that filmed performassare not the

solution for futureproofing theatre, nor caheyreplicate or replace the aesthetical magic of

seeing live performanseDespite the attempts to maintain theatrical relevancy in the

pandemic through filmographic means, Artist Directorhaf National Theatre, Rufus Noris,
states that film ficannot r*“sAphbughEantDdnees magi ¢ o
invites the audience to peer through a peephole, spectators have the agency to choose what

they observelive theatrealsohas the inate power to enable audience agency.

40 Ades, Cox, and Hopkinsjarcel Duchampp. 191

4 |bid., p. 204

42 Rufus Norris, inNational TheatrelNational Theatre | Live Shows Return from Summer 2¢@aTube Video
(London, 2021)https://www.youtube.com/watch?v=gmWZnZRIcr0
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Figure4:Mar c e | Duchamp, £tant Donn®s: 1. La Ch
Waterfall, 2. The llluminating Gas), 19466, Sculpture, Philadelphia Museum of ARfjladelphial




In theatre, the audiencandecipher, focus, make choices about what they observe; the
protagonist, theleuteragonisttheTritagonist the Chorus, the costumes, the lighting, the set,

and the theatre itselénlike film, wherethe audien e onl y see t hr oAllgh t he
these elements individually give audiences a different perspective or outcome regarding the
drama. Theheatredirector mightindicatewhat to watchthrough theatrical focudut we do

not have to follow theitead

Duchamp explicitlystateghat art cannot exist without a spectatord as Brook suggests,
theatre must occur with one participant and one who obserweSuchampndicates thatart

is not

performed by the artist alone; the spectator brings the work in contactiveith
externalworld by deciphering and interpreting its inngualifications and this

adds his contribution to the creative ¢t

In theatrethe audience contribugéo the cretive act by their presence and responses. They

are just as much a vital part of the experience as the hciok e wi se, Duchampds \
exemplifiedtheintrinsic spirit of theatre; ephemeralityArt, he considered, has a life of

about forty years beforeii history*® Theatreexists only in the moment aislgone after

each performance

43 Ades, Cox, and Hopkinsjarcel Duchampp. 205
4lbid.,,p.206] " The significance of an artistos work, too, DL
45 |bid.
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TheatreScenography

Lizzie Clachaand Soutra Gilmour

Lizzie Clachan and Soutra Gilmoare twoscenographenwith numerous years of

experience as designers in British Theatre. My resesimnformedby threeproductionsone

live, onerecorded and one fromanarchived galleryl wasparticulaty interesedin

Cl a c llesigrnofar the 201B8lat i onal  ducteracfYermgasn dp rGi | mour 6s
design for the2012 production ofAntigone and the2015Ro y a | Shakespeare Com

(RSC)production ofHecuba

Like Duchampiransparency, mirrorin@gnd reflectiosareusedi n Gi | mour and CI a
designsasavessel fometaphor and allegor€ | ac han 6 s Jernwmatcuswithiman o f
largeglass boxon a traverse stagdatcan be interpreted to represantvombor incubator

Trapped in the glass bpthe wallstorment the protagonistyerma, aghe omnipotenteyes of

the audiencebservener misfortune. Struggling tmonceivea child she is burdened with the

guilt of unfulfilled expectations of motherhood.

As Adam J.Ledger explains, a glass box can serve servations in scenographic desitfh.

For the audiengéhere is both transparency and mirroribging a traverse stage in Yerma
audiences are seated on either side of the centralised glass box. As an audience, we gaze into
the box yet we are estranged and separated from the action by the Perspex wealis. We

also gazethroughit and observe the audience seated omgpositeside, forcing us to

monitor each ot her 6s *1Fmdlgaudiencesasseeiiernselves t he t

46 Adam J. LedgerThe Director and Directing: Craft, Process and Aesthetic in Contemporary Theatre

(London: Palgrave Macmillan, 2019). 237

“'n the 2015 production of Aysistraty (diredied bydlinel Hurstatthkent Gr e e
Auckland Theatre Company, staged at the Q Theatre, Auckland, New Zealand), audiences mimicked this

behaviour in the traverse theatre setting. Thematically centred on war and sex, audiences uncomfortably

wat ched each other 6s r e &mwgdphaliomstuma @eces of the Satyrtplays.s i mi t at €
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reflectedintheglasédssLedger suggests, Athe appearance o
work concerns a particular concern with viewing and voyes H8iSgmir Zekiargues that

the glass mmexarprionpiodsess bd ei t ask of &%amd | ookir
can demonstrate important lessons about our interaction with reflections and.mheors

glass box providefimechanisms forcsutinyd,>° and in doing so, builds tension throughout

the play.These concepts were influential when designing the glass box for my production of

PEEP: Antigone

Figure 5: StephanieBerger, Yerma at the Young Vic, National Thedtmndon, UK, 2015.

48| edger,The Director and Directing: Craft, Process and Aesthetic in Contemporary Thpa87.

®Semir Zeki, O6Arti st iSaenc®83erm.t5527 (6 July 2001): 82, p.lbHZekBr ai n 6,
suggests thatsshumas, we are one of the only species able to recognises our own reflection. It is inherent in our
behaviour to look at ourselves when we pass reflective surfaces, often checking out our appearance or for
defensive strategies agaipsedatorg

50 edger,The Director and Directing: Craft, Process and Aesthetic in Contemporary Theatt85
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In theatrethe directoroftenplays a significantole in scenographic design. The set

encompasses thveorld of the performance and is influential in how the play is directed

Likewise,the directionnfluencesthe degyn of the setTheatre igegarded as a place in

which to observe performativity througleting. HoweverDorita Hannahargueghatthe

designed elements of draraee places gberformativity. She argues that desigan enable

the augmenadaatoodsoboaday, iperforming wpthout a
Through design, icectors can creatalayful moments$? One such gruesome and yet

profoundy satisfyingmomentin Yermawas created by director Simon Stone and designer
ClachanYermaprojedile vomits onto the glassyhich drips down the Perspex wall¥he
audiencegecoiland express their disgusafeknowingthat the glasbox hasprotected

t hem. I n Gi of Antigonevesseedaesimilageffeatith the revelation of

Eur y d uicde @rsch is setirCr e o n 6 ,snside# largeglass bo¥ In the final
scenethefluorescentights click back onrevealinge ur y di ¢ e 6 s aslthebfoed] es s b od
chaotic splattergdozes down the glas$in these instances, théags boxesvereplacesfor

performativity andare independently performative.

51 Dorita HannahEventSpace: Theatre Architecture and the Historical Av@airde(London: Routledge,
2018) p. 6

52 edger, The Director and Rcting: Craft, Process and Aesthetic in Contemporary Theatt®6

3Gi | mour 2012 Bverting $tandard Theatre Awards for Best DésigrArgigone

541 still get goosebumps recalling this powerful moment in this productidmtifjone as Iremember my
brother sitting next to me, absolutely horrified by this moment also. As | am writing this thesis, he still
remembers this moment and how awesome of a production it was!
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National
Theatre

Figure 6. Holly Charlotte Luton Scr eenshot 1 mage from National The
Theatre, London, UK. July 2012,

Disappointingly, there is a dearthioformationregardingGi | m osecenographic work.
However,a gallery collection of her work is accessible via her weBsier work,which
includesmany reflective, mirrored, and transparent materials, excitesythand resonates
emotionally.Conceptuallydirector PollyFindlay, anddesigneiGilmour, setAntigonewithin
an underground bunkeContextual materiadourced during the reheargabcessandparallel
imagesfrom inside the White House durir@@perationNeptune Speét® influenced the
scenographidesign and directiorit is interestingo compare th€rélogosscene on stage
with the image of th&nited States President and his team watching the live feed of the

assassination of Osama Bin Laden.

%Soutra Gil mour, o6Soutra Gil mips/iwww.sbiitreganiour.eoin/thearee c e s s e d
56 The 2011 United States strategy to assassinate Osama Bin Laden
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Gi |l mour 6s design has taken inspir®eOQOlioer fr om
Theatre in which this production took place was built to reflect the design of the ancient

Greek theatre at Epidaurtfsinside the glass box, Creon's offiogitates the separation

between the Skene and tBechéstraThe action is figuratively and literally open for

everyone to view. It is a striking element on the stage as the personal and political blend
together, exposing the Theban royal family to hisa8ers® and to us the audience: the

people of Thebes.

’National THh2elat GeeeblPb6d4gedy at the National Theatreo
https://artsandculture.google.com/exhibit/grédgedyat-the-nationaltheatre/wRnC0fJO

Thi s is a very specific element of Don Tayloro6s trans
implies close political ties with Creon, their leader, rather than the separation of the Chorus from the Hero. It

makes the play all the more intimated focuses on the political challenges and hierarchies within government.

The Chorus are supposed to make comment and reflect on the action, but tensions arise when your own policy
makers criticise your actions.
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Figure 7: Petee Souz#&bama and Biden await updates Bin Laden 1 May 2011°

Figure 8: JohanPersson, The Company Amtigone National Theatre London, UK, June 20%2.

59 pete Souza&Dbama and Biden Await Updzt on Bin Ladenl May 2011, Photograph, 1 May 2011,
https://en.wikipedia.org/wiki/File:Obama_and_Biden_await_updates_on_bin_Laden.jpg
80 Polly Findlay,Antigone Theatre Performance (Olivier Theatre, London, 2012).
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Figure 10: BertholdWerner Theatre at EpidaurusGreece Athen, Odeon of Herodes Attg;uAthens, Greece,@ctober
2017

61 Findlay, Antigone
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Figure 11: Topher McGirillis,Derbhle Crotty as Hecuba in HeculRoyal Shakespeare Company, Stratford, UK, Septer
2015°%
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I n the RSCo6s ZWUuI5 pfemiteddd tmoaurr 6csf si gnatur e
renderedhrough theuseof a large, angled mirroiT he highlypolishedstagefloor creates
reflectiors, transforming the set into an optical illusidAs exemplifed in theaboveimage
Hecuba is seen to be extendethnipulated, and doubled twioger. This can be interpreted

in severalways Her extension and doublirgpuldbe constriedasan accentuation gfower.
Thecontorion andreverseof herreflectionmight be interpreted as tliksassociationfrom

her divine past and currerdgfugeestatus as she istripped of her homeland and dignityhe

use of refection and optical illusioimformed my designs fdPEEP: Antigone. The polished
concretéfloor of the Engineering building similarly reflected both the setting and the
charactersScenographys an essential process and product in which directors and designers
can fAconstruct aS%tdtheauniancesapd tHe actoBdme thepteddsigrs
can be monotonous, an entity, or oO0thing6,
no symbolism.Ledge requires that theatre design shoul@umelerstood not through
ontologiesor in a single existenog* butserve gurposeandrather than providing answers

leave audiencesskingmore questions

62 Erica WhymanHecuba Theatre Performance (StratfeugonAvon: Swan Teatre, 2015)]Royal
Shakespeare Company 6 Hecpbadedignedtby Soutra GilmouEjur i pi des 6
63 _edger,The Director and Directing: Craft, Process and Aesthetic in Contemporary Thea87

64 |bid.
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Robert Lepage

Design must be part of the totality of what
of significant and international figures su

desigers too™

FrenchCanadiardramaturgRobert Lepageembraceshe roles of director and designEx
Maching®® Lepagé s t h e a t ,arerenovinedprapnoducingmultidisciplinary
performancs, many ofwhich havebeen groundreaking in their use déchnologies$’
Lepageintends to makeheatreaccessibléor all andbring theatre directly to the peogfe
Using astudiobaseddlack box theatre-x Machinacreate portable theagwith the ability
to adapt to the conditions of theatre venues arobaavorld®® This concept informed the
development oPEEP: Antigonewith the proposal th®EEP. Antigonecould be moved
from venue to venue. The Engineering building at Auckland University of Technology
(AUT), acted similarly to a black box studio, whéine production would beeveloged

without the restrictions and hindranaddraditionaltheatre spase

Il n 2018, a touri ng Phebad3ide ofthe Moomad pertormedMa c hi na 6
the Aotea Centre in Auckland T Uma k i WHAtHing this production, | recall thise

of reflectionsandmirrors by LepageEntering the theatre,largeprismaticstructureextenc

across the stagereatng a wall of mirrors.The structure washoved and repositioned to

refract light and reflect the actdighlighting the themes of a man reflecting upon his life

55 edger,The Director andDirecting: Craft, Process and Aesthetic in Contemporary Theptr&97

Al eksandar S aRpert [Rpagédopdenm and/New York: Routledge, 2009) 21

[fThe choice of name for the company rseAparttfrensthet o Lepag
obvious reference to the An dcGoddrontthe@achkirek thad nesolveathed Deus E X
unsolvable cries of human conditions, the name Ex Machina is a central metaphor for the interconnections

between the performer ancchaology, a meeting place between differentdarts]

S%Ex Machina, 0Ex MaExhMadhinghttpR/ebnaahina.cd/rebeepage 6 ,

®Dundj eRolex liepagepp.21-22

8 1bid., p. 21
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Based upon the ancient belief that the moon wasgtar; the mirrors act as a metaphor for
humanity's fdvani® gsexemplfiedin tisefimagebelosnhe mirrdrs
allow the audiencéo seethe actorandthe propsshapeshiftgiving the audience a different
viewpoint on the story. Although wsit endon to the performance, veanseetheactorfrom

many perspectivesncluding from above and behifd.

Figure 12 RichardFeldman, Yve§ acques i n Robert Lepageds The F

ExMachina0 The Far Side of the TheatreProgranmed | @Bx Maclsi Fast 23

March 2018).
" Ex Machinala Face Cachée de La Lune / The Far Side of the MéonTube Video (Quebec, Canada,

2011).
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Lepage sesthe potential in the relationship between actorsabjdcts and thus welcomes
the notion thabbjects,and setare peformative. He considers thabjects are not necessarily
definedby their physical properties by how a performer might approach and use them
The objecor setmight presentdifferent meaningsjependinguponthe contexd inwhich the
actorsuse andnteractwith them.Thus,these interactionsay establisinow anaudience
perceiveshem’? For examplein The Far Side of the Moon, a washimgchinedoor
becomes a spaceship window, a womb, agdldfishbowl. In PEEP: Antigoneprops were
carefully selectednd strictlyminimalised to drawfocusonthetextual material rather than
generate distraction with unnecessary objdatsexample the knife Creon uses to Kkill
Haemonwasmadea focal point on the stag&ach nighthe knife and blod bottleswere
placedon eitherside of the stagéelheaudience could sebemthroughout the playand the

propsforeshradowedthe violence to come

Figure 13: Holly Charlotte LutonAntigone in RehearsalCreon and Haemon Conflict,
OAntigoneo6, Cduckand NewZealand,Decentber 2020.

2Dundj eRolen liepagep.73
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As Lepage explainshe magic of theatrédappensvhen we assemble objects and people who

otherwise bear individual meaning but together generate performativity.

What fascinges me about the act of creation is that you fill a space with objects
that have no relation to each other, and because theyhare b a | | piled up in t
same box6é, there is a secret | ogic, a way o

puzzle ends up finding its plaCe.
Jane Isobel Lutosuggests thatsearch
appears to mirror drama, for drama too depends on moments of serendipity when a

play, an actor, space, a text come together to create a powerful and magic moment

thatresonates in the audiente.

Figure 14: Chrisna Swart, Zachary Macer ash@rus membei) Ant i gone 6,
Co.,Auckland, New Zealand, 29 January 2021.

3 Robert Lepagédnterview by autharTape RecordingQuebec CityJanuary 2002
“Jane | sobel Luton, OPlaying on the Barricades: Embod

Education by Key Practiti on 2ealand, The Drversitp of Auckladfdh20]6) s, Auc
p. 128
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International COVIErelated Theatre Designs

In the subsequent weeks following the production, | became aware of a Japanese Dance

CompanyMoonlight Mobile TheatreThe company have proposed a similar conceptual

model of a O6peepshowd where audiences, separ
thr ough fdsmall hol es an d°Tiselatisticsdirecter,Nebmmshi n g ma i
Asai, suggests that Al imiting the scope of v

absorbed in {(°Ristdanstated imReoemieedof 2020, this cpneas
soughtafter, selling out their 12 dance performances. However, each audience only consisted
of 30 patrons. Despite the innovative and inspiring design, Asai explained that the small
audience capacity is financially unreliable and does not coveogief the performances

fand the additional safety Measures such as

Figure 15: Moonlight Mobile Theatre, Through a mailbox slot, Japanese theatre offers new viewing experier

March 2021.
“"Reuters Staff, o6Through the Mail box S| Reutersdapanese T
March 2021 https://www.reuters.com/articleAealthcoronavirusjapantheatreidUSKBN2AUOB2.
8 |bid.
7 bid.
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In the United KingdomThe Vertical Theatran conjunction withStufish Entertainment

Architects have envisaged papéntihalatdesivegmsef dr va

proofingo | i%Tee treatre group propases a fsnding structure, with
wellventi |l ated walls and socially distanced se
for live entertainment n ©mcontiasttdeonkglat Mbbite of s o

Theatre this modal design expects to be msustainable financially with greater audience
capacity and help -mandemheanobemabwayds Apt o
Theatre was devisddr pandemic purposetie designsfif ul | 'y adapt a9 e f or
restrictions a#majintstdtdmang thedirectork and desigaersaf the

Vertical Theatre stated that they are

devoted to the vital importance of arts and culture. We believe they are an
essentl part of human experience, of what makes us who we are. We are very
excited to be able to bring this innovative new venue offering to the live

entertainment world at this pivotal moment for the future of the®arts.

“"Matthew Heunp eWe n we dipoo oifFou tluirvee Per f or nTheStage2® eyond Co\
January 202 1https://www.thestage.co.uk/news/pap-venueto-future-proof-live-performancebeyondcovid

era

7 1bid.

80 1bid.

81 1bid.
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Figure 17: The Vertical Theatre Group, An Artists Impression of the Extefithe Vertical Theatre, United Kingdol
28 January2021.https://www.thestage.co.uk/news/pagpvenueto-future-prooflive-performancebeyondcovid-era
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Figurele:Hol Iy Charl otte Luton, SherSeagutl, 2 heovtonlire resswpre Autck
Theatre Company, Auckland, New Zealand, 8 May 2020.
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In May of 2020, New Zealand Theatre Compahg Auckland Theatre Company (ATC),

was internationayl recogniseff for their adaptiomfAnt o n C hTahkJeaguffdThe

ATC used innovative processes and saziatiia and communication platforms (Zoom,

Facetime, Facebook/Messenger) to rehearse and perform this production. It received more
consecutive viewecount visitsthananiper son per formance at the V
660 seat auditorium in AucklanBachweek, the production was recordedne take,

edited, and then broadcast via YouTube im8@Qute episodes across foueeks. Echoing

the complexities and depressions the pandemic has causptiytkehemegndeavoured to

connect to the collectiveegpr i ence of nuliom6®6 Team of 5

It was evident how the loetown levels influenced the rehearsals processes, with each

bubble expanding further across the four weeks. Consequentially, isolation and social

distancing hae enabled us toecognise that we inherently crave physical communication and

strive for a collective need to socialise with others-faeface. Although the production
garnered rave reviews, the | ack of o6liveness

finelw gi t al?3 ofrstogrielling: o

Unfortunately, despite the arts sectords sig
financial support can be severely detrimetddheatrical innovation and creation. In typical
circumstances, receiving fumgj for the arts is often limite@nd, in this pandemieponetary

grantsare further reduced®imilarly, PEEP: Antigoneelied on the innovation, time, and

generosity of many people. Costumes and props were sourced through the Botany Downs

2peter Ormerod, O6Five of the BestThéIcasmngRliMay2028,t ch Onl i
https://www.scotsman.com/redlis/five-bestplayswatchonline-comingdays
2860095?fbclid=IWAR3gE_8pGRG7viAcZT613zNb@IkHbCR|BSSjLXIYuYbJKPeKZYYUNQ7Gs

83 Eleanor BishopThe SeagullTheatre Performance via YouTube (YouTube, 2020).

84 A term generated by the New Zealand Prime Minster, Jacinda Ardern; recognising the power of New

Zealanders collectively aiming to conqulee pandemic.

8%El eanor Bishop, Chekhovds The Seagull: Q&A with EI ea
McColl, YouTube Video, 29 May 2020ttps://www.youtube.com/watch?v=f{S9Sks4 [In an interview
conducted with the director Eleanor Bishop, she describedlhewseaguwa s not t heatre, but a

medi umo. ]
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https://www.youtube.com/watch?v=fK-IiS9Sks4

Secondary Schoalrama department. The Engineering department at AUT provided the

screens and Engineering space. My father, Tim Lwttio, worked as an Engineering

technician at AUTspent many has assisting us to set upespace. As Clachan states,
Atheredpoansgetiheue: theatre doesndt make muc

cheaper way of doing ev®rything, the profits

%Al ice Saville, o6Lizzie Clachan: @l BxeuniMagaegne28st ed i n t
September 2015ittp://exeuntmagazine.com/features/lizelachanim-interesteein-the-stageasa-placefor-

images/
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Episode?: Methods andMethodologes

In this chapteFeminist Theory and Theatre (FTT) and Research as TheatredRaT)
consideredThemethodsdiscussed in this chapteavefunctioned aparadigmdor my

research.

1. Feminist Theory and heatre

To be female if é & facticity which has no meaning, bathlie a woman is to

have become a woman, to compel the body to conform to an historical idea of

'woman,' to induce the body to become a cultural sign, to materialize oneself in
obedience to an historically delimited possibility, and to do this as a sudtaimk

repeated corporeal projec¥

Feminist Theory isdUndamentally criticabf the sec a | haturhlistic explanatiod®f sex

and sexality. These notionassumehatfwomen's social existence can be derived from
some fact of their physiology® However, women are not inherently inferior by the notion of
their sex assigned at birfi§ Feminist Theornjhas soughto reconceivehe notion of the
feminine bodyasa symbol ofdistinction which bears cultural meaning, and embodies
cultural andhistoricalpossibilities not limitations Judith Butlersuggestshat theacts by

which gender is constitut&tbear similarities to performative acts within theatricaitexts.

8%Judith Butler, o6éPer f sttutioa AnEssay intPheénemerology an@ Eemuhistr  Co n
T h e o Thg Johns Hopkins University Pre3$eatre Journal, Vol. 40, no. 4 (December 1988)i 819P. 522
88 1bid., p. 520

89 bid., p. 520[This has often been a formal dispute within Feminist Theory, in the attempts to distinguish sex

from gender, and the assumptions that identitydietate or necessitafeertain social meanings for women's
experienceo. ]

%0 This is constituted by howonttoes oned6s body, and o Hewdmighspresente 6s bod
and express ourselves, through fashion, gesture, speech patterns, hobbies and interests, and in breaking historical
conventions and or stereotypes about egénsler.
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As previouslyposiioned eispgectivisl i s t he aesearcheipundertakeawith a | |
individual contextuaperspectives and will therefore influence how scholarship is
undertakenWithin Feminist Theoryperspectivisms at the forefrontlt suggests that
knowledges notrestrictedto the rational concepts scientific and quantitative inquiry but

can be embodiegersonified, and disseminated throwsgicialised and performative

research. Unfortunately, as Yelena Gulzman sugg@éstes been a struggle parsue

feminist theoryinspired methods of kndedgein ways that could be broadly legible as
knowledg®.®* As | discussin my chapteron Research as Theatre (Radi),internal conflict

within academidnas often perceiveldeminist TheoryDramaturg, and Theatrical Research

as subordinat the quantitative and scientific processes.

Neverthelesany researclis heavily weightedowardsanexploration ofancient Greek plays
with female protagonist$ have explored both theontextual mateal, the history of the text
andhow dramatists andramaturgs pproachthe subject bthe femininen modern contexts.
| share a particular fondne&s these émaleprotagonistsincluding Antigone inAntigone
Hecuba and Cassandrawomen of TroyMedea inMedea,and Lysistrata ilysistrata
Profoundly obvious @& the subjects of the plays, each focusing otitleefemale character.
It is regardedhat women did notvrite or perform inancient Greekheate, as they were
viewedas lessemembers of societyAs a result, theweretypically illiterate. The surviving
plays are attributed tmur male writersHowever, scholarshipas long disputed whether
women attended the theatre. As Goldhilggestsii nsingle piece of evidence can offer a

clear and direct answer to the probtethWhether or not womeattended the theatre, it is

TYelenaGluman, O6Femi ni st Iifagieed Thgatreb:Weiting for @ Gheoretical Stage

Daniel Sack (Taylor & Francis Group, n.d.);i8Q, accessed 17 April 2020. 81

2Simon Goldhill, 6The Au dhe€ambridgecCompanionhtedk Taagedyed. age dy 0,
P. E. Easterling (Cambridge, United Kingdom: Cambridge University Press, 19988, 6262
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interesting that women were the focal pointr@nyancientGreekplays In exploring

Ar i st The Poetiésk. J. Pottsconcluds:

| do not believe that Aristotle wouldhvemade the silly statement that it is
inappropriate in a woman to be brave or clever; especially as it conflicts with
several famous examples in Greek traged¥f or i nstance [é] Sophoc
Antigore and Euri pi desds Med éehattherdBavetkindse may wel |

of courage and cleverness that are unnatural in a wothan

As CritchleysuggestsGreekfis gender trouble. It is the travesty of the politics of sexual
difference at the core of thelgical order. Tragedy u e earmsOoBut the effect of that
queering is deeply uncertaiff Judith Butlergecognigsthat Antigonerepresents more than
thenotionof thedemininedbutt h stahility, porosity, and fragility of gendatentityo °°
Antigonefunctionsas atype of cantigeneratioal&® figure, establising anew form of gender
identity. Lorauxasks,avhatglory is available to womeim ancient Greece whegiory is only
rewarcedfor aheroicmale deatl §Vomen face the padax that for theideath to be
glorious it must be manly’ As exemplified by Creorhe ishumiliated byAntigoned s

presentednanlinessas she seeks glory in a heroic death

Thi s woman i sShegarigsgn tipercrame ghe hapmnitted, and
insults mao my face, as well as ignoring my deciiee There will be no

exchanging of roles herepe playing the woman while she plays the kinQteon

93 Potts,Aristotle on the Art of FictiondT he P ope78i c s 0

94 Simon Critchley,Tragedy, The Greeks and (Isondon: Profile Books Ltd, 2020p. 34
% |bid., p. 55

% |bid.

9 |bid., p. 53
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This paradox is further heightenedREEP: Antigoneby a female actor playing the role of

Creon, whoespoused that

Women mustlearntoobgyé ] t hey can havtd édd 6sp e ¢ imal trec

they understood they are wormand their proper place in this society Creon

Figure 18: Swart, Chrisna. You should be ashamed sejtingself up against the majority, disregarding the will of the peop
Antigone Corvus Theatre CoAuckland, New Zealan@9 January 2021.
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Loraux suggestthatwomen in tragedya r moredientitled to play the man in raath than

the man is to assume any aspect of®Womenands ¢
in tragedy only pasesdreedom if it is realiseth death i dr women there is liberty in

tragedyd liberty in deatld °® There is dramatic irony iAntigoned presenéd manlinessas

she recognises thaswomen,

Wehave too little time to waste it on men and the laws they make.

I Antigone

Mark Fortier suggestthattraditionally,once women were acceptedpartake irthe
dominant masculinecultural practices, thebecameandoctrirated withmasculinevalues
identities,andideologies espousingn éemasculatiod®of the selfl°* Instead Feminist

Theory seeks out patriarchal values, identities, and ideoldgiekallengethis hegemony

As Gulzman indicateg;eminist Theory and Theatseiggestshat research is an endless cycle

and that its purpose is not to recogniseadng. Like researchrehearsalsai@ pr ovi si onal
attempts to make interpretations availablevépto each other, and to the materials through
which they wéThe regpenset genenated fihearsalareenricredby the

inquiry andperspectivisnof each participanEFT isafislow, ongoing interpretive process

with nocentreand no clear stopping poit 1@ Although PEEP: Antigonavas required to
meetobjectivedeadlinesandresultingaims | wanted to continuadapting and developing

dramaturgical methods and respongeslLutonsuggeststhe act of making theatreiisn ot a

98 Loraux, Tragic Ways of Killing a Womap. 64

®1bid., p. 17

100 John Langshaw Austitjow to Do Things With Word€ambridge, MA: HarvardUniversity Press, 1962p.
27.

101 Mark Fortier,Theory/Theatre, An Introductieihird Edition (London: Routledge, 2016). 85.

102Gl uzman, OFeminjps8t Theory Theatred

103 bid.
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final disseminationit is instead a continuing act of analysi&* Theresearch aimaere
realised in severgdublic performancesf PEEP: Antigonecreating an aesthetic and
ephemeral performancBesearch as Theatre (Ra&rognises thahe performative andhe

subsequent written schosdipis asingle performance event.

2. Research as Theatre (RaT)

fi Rsearch is performative; this is the notion that scholarship, even when it is
concerned withimply describing an aspect of the world, not only is acting upon
and shaping that world but alse itself constituted as scholarsttirough a

Aicitational o reiteration of rid@alized norm

Thenotion ofresearctas performtve wasprincipally recognised byohn Langshaw
Austin,*®®who proposed thatheways in which language was deliberated and
circumstantiated imritten scholarshipcould fimpact the situation in which they are uttered,
shaping the constraints emeaning for present and future utterac¢@sJudith Butler

concurs that the performativity of research can be B&sa process in which seemingly
stable, naturally occurring phenomena (like gender identity or subjecthood) are produced

through citation®r reiterations of preceding practiog$®

Despite the suggestion that all scholarship is inherently performative, both Butler and Austin

fervently separateerformativity from theatricality all research iperformativebut not all

L. uton, OPlaying on the Barricades: EmboHducatin Ref |l ect i
by Key Pr,padi7i ti oner so
yYel ena Gluzman, O6Research as Theatre (RaT): Positiol

Centre of t PeforihaneedeRasedrch: Knawledge, Methods, Imhacidon: Routledge,

2017), 10532.P 105

106 Austin, How to Do Things With Wordgp. 22

07’Gl uzman, OResearch as Theatre (RaT): Positioning The
the Ac,p808 my b

108 1bid., pp. 105106
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research isheatrical Austinsuggestthat theatricality s 0 a randiwéakeos a | 0

languagé®, suggesting that

as utterances oypserformatives are alseheir to certain otheikinds of ill which

infect all utterances [ é ] Il mean, f or performatipel e, t he

utterance will, for example, be in a peculiar way hollow or void if said by an actor

on the stage, or if introduced in a poem, or spoken in solil6§uy

Butler distinguishes performativity froimeatricalitythrough the acts of rolplaying aml

characterisationwhich camrmask facs$ from fiction in scholarship

Roleplayingpresumes an intentional subject, one who can realizdesrealized

an identity, masking the cruci@dompulsor@nature of the citationality through

which that subject iformed***

Forresearcherand scholarsvho undertakeheatrical and dramaturgical scholarshipg anti
theatrical position oButler and Austira d dfigel tdithe complex logics of a lorgganding
antitheatricality that permeates Westgirilosophy.!'2 Theatricality and dramaturdyave

enduredalong-standingconflict in acadermna.

Yelena Gulzman is passionate that theatostbe seen concretely andntraly in the
performativity in scholarshiprheatre performancenabledi gholars to egage not witlthe
fact of ongoing performativity but rather with the concrete, situated processes by which
scholarshipisna t e r i & Gulzsan dabisiders thadi¢atremakesspace for experimental

inquiry in research!* She suggesthatwe should consier theatricality in all senses of

109 Austin, How to Do Things With Wordp. 22
110 |pid.

MGl uzman, OResearch as Theatre (RaT): Positioning

the Ac,pd@myod
121pid., p.106

113 pid.

14 1bid., p. 125
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scholarshipNot justin theconventional formats gfresentation anperformanesbut alsoin
conferencegjebates and discussions, literature review, data collection, archiving and

curating reading, writing publishing,andteaching

Gul z ma n 0 exempdifestize impdrtance of simultaneously engagitigeatrical

project or performanceith research finding} Thetheatricalperformance andritten

researchmerge tdbecomeasingularperformanceeventL i ke Gul zmands wor k,
endeavoured to gener at e -tah gani ritidd ephjusttighov.er si v e
with designing andlirectingmy production ofAntigone | decided to structure my written

thesisasanancient Greek tragedy, thiming one theatricgderformativepiece.

As the director and designer, | @motionallyattached to my researdhike theancient

Greek tragic heres | have a sense tiubrisor pride 11®| wasproudof the work | was

creating Butat times, my hubridelt like dangerous selfonfidenceaking on thenumerous

roles of researcher, director, designer, sound engineer and operator, prop master, filmmaker
projection designegraphicdesignercostume desigr, and stage managét waspartly out

of fear, the contingencyf the pandemicand theunstablenature ottheatremakingthat|

took onso manyroles. Idrasvi mi | ar parall els to Lepage, whoc
independence and control over all aspects of theatre produttidulzmanrecognises the

intensity of making theatre

Is theatre intentional? Yes, it is not only intentional but also impless#quiring

enormous coordination of energy and matter to redlize] And, above all , t

S5MelanieDreyel ude, 6 Threads: Linking PRefrmancaas Rdseaeh: acr oss S
Knowledge, Methods, Impafdtondon: Routledge, 2017), 783.P. 78

116 Christopher BookelThe Seven Basic Plots: Why We Tell Staiemdon: Continuum, 2005p. 174

[Chirstopher Brooker suggest that the ancient Greek notion of hubris reflected more than extreme pride, but the
idea that a character was fAstepping over the boundsbo
1Dundj eRolexliepagep. 19
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consequentiality of the theatfeé $ince its intentions are never simply realized,

but[are] always contingent, thwarted and unddtfe

Research as Theatfl@aT)is unstablé'® butis always flexibleand adaptable to

circumstantial changekikewise, the processes of theatnakingin this pandemic must be

flexible too.

18Gluzmanp Research as Theatre (RaT): Positioning Theatre
t he Ac,pdHRI0

119The contingency and instability of the theatre was supplemented with the unpredictable nature of the
pandemic.
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TheAgon

Peripetia and AnagnorisisT hechange of circumstance and

the moment of discovery.

The artefactual design of this research wasékaltof 12 months of planningince March
of 202Q workshoppingdirecting, designing:ehearsing, and performgnWithin this
timeframe Aotearoa, New Zealanéxperiencedour natiorwide lockdownswith many
additionalcommunity scare¥° Theinescapabland unpredictable nature ihfe pandemic
hasgreatly influenced howenactedhis researchneeding taadapt and chandmth in the

shortterm and londerm Theatre and normalcy are rintconjuncton during a pandemic.

My original proposal for this research was to examine ancient Greek theatre, staged in
unconventional theatre spaaesngWomen of Trayby Euripides?! Althoughthe New
Zealandgovernment kaw abouthevirus appearing in Wuhan, Chinae awaited the
resultingoutcomel he r ev el at i o-spreadfng rnathreecame appaserd whera s t
declareda pandemic by th&/HO. It wasmy firsté p e r ® grleahge afortune formy
researchDuring the subsequent government announcement that New Zealand would be
locked downthis research encountered its fastagnorisisamoment of realisatiarinstead,

| chose to explorédntigoneby Sophocles foits thematic relevance and contextual gatsal

to today.Includinghow political figuresnavigate conflict andiscordin times of plague and

the restrictions placed upon our burial rites and rituals

120New Zealand Doctoy T i me Coronagirus COVID-1 9 Mew Zealand Doctor, Rata Aoteard019-
2021, https://www.nzdoctor.co.nz/timelirReoronavirus

RIEuri pi des, 0Th eEumpideseTine Badchadnd ©thebPlaysirans. Philip Vellacott
(London: Penguin Books, 1973).
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The second moment ahagnorisisvasthe realisatiothatmy intentionto produce a piece of
theatre,using traditional processes and methodauafitiors, rehearsa and performance to

a liveaudience, would be severely disruptégproaching thigroblemwith dramaturgical
knowledge and experience, | generated sketches and brainstorms, adekiadgve
theatricalmethodgo produce theatre during the pandemic. Thus, the resulting scribble on the
back of an envelope was formed, and an idea wasibeEEP: Pandemic/Epidemic

Embodied Performanceike the Personal Protective Equipment (PPE) Usegdospitals and
medical fadities, PEEP. Antigonewas designed to use similar protective devices and
practice$?? throughout the theatrical process. Masks became of particular significance

throughout the research, imitating those used during ancient Greek theatre.

Figure 19: Holly Charlotte LutonAll good ideas start on the back of an envelop&EP, Auckland, New
7ealand. 5 Anril 2020.

122These included Perspex screens, mask use, sanitisation and social distancing.
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Figure 20: Costas BaltasAn usher wears a protective face shieédore the start of "The Persians" an ancient Greel
drama by Aeschylus first performed in 472 BC, following the easing of measures against the spread of the coro
disease (COVIELY), at the ancient amphitheatre of Epidaurus, GreEpedaurus, Greege24 July 20203

Thepreparatios for PEEP: Antigondeganin June of 2020The decision wamade tdegin

rehearsalin Septembeof 2020for theperformance datesf Februaryd™, 5", and 6'in

2021. Following thedeterminatiorof the New Zealand gernmento6 go har d, and g«
e a r'#iptadlockdown to prevent the spread of the virustsowas the decision made for

the projectt@dd g o h a r d ,Thialongtr-thareusublreh@arsaperiodofferedtime for

experimentationinquiry, andreflectionwith the actorsThe extendegreparatiortimeframe

2George Georgiopoul osWNeadtGnmgeReqExremeést Mask Coronavir

Reuters 1 August 2020.
1241t was fortunate that the production was able to be performed, as the next weekend, New Zealand went into a
LevelThreelockdownw t h t he Val entineds Day community cases in
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allowed flexibility and responsivenessthe case that alternative solutions might be required.
Auditionswereconducted in August of 20268eeking six actors fglay Antigone, Ismene,
Creon,TeiresiasandEurydice The actorswould doubk asan ensemble, playinipe Chorus
members?® As recommended for events at Level Three, six actors were cast to form a
bubble of less than ter® This would allow us to perform a livetreamegerformance of the

productionshould we enter a lockdown.

The popular use of videoconferencing programsa®g aglobalspikein 2020when
platforms such as SkypEaceTimeand Zoom becanmabsorbednto our daily routines.
These platforms dictated ofaiceto-face sociatommunicationn education curriculuis)
work scheduls, andworldwide connection with family and frienddoom, te platform
which saw themost significahincrease of usdnosted 300 milliordaily meetingparticipants

in April of 20202’ From my own diary, | note:

My AUT classes were conducted via Zoom, and regular conversations were spent
with friends and family in the United Kingdom and United States on Skype and
Facebook. While theg#atforms were already popular, other social media
platforms like Instagram and TikTok, allowed us to share a collective experience
of the pandemic on all sides of the globe. Hilarity ensued, as we attempted to
reinvent our culture of communication. WHileny facechanging filters altered
our identities, we desperately struggled to mute and unmute ourselves, and save
ourselves from the embarrassments of standing up on video, as we wore our

pyjama from the waist dowit®

125 Zachary Macer filled the roles of Haemon and the Soldier, prior to the auditions, and Narise Hansen, cast as
Ismene, would also fill the role of the Messenger.

126 As a bubble of 7, we could ferm together and occupy the same space, with an audience observing via a

streamed online performance.

27Jerry Bowles, O6How Zoom De ftdVaeo Cbnfesenci@g App for Sisviviaghd Bec a |
t he P a rDdjisomical8 January 202https://diginomica.com/hovzoomdefiedits-criticsandbecame
go-video-conferencingappsurvivingpandemic

128 Holly Luton, AntigoneProject Diary, Auckland, New Zealand, 25 February 2021.
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Our auditionspriginally due to be held at the AUT campusuld not be enacted-person at
Level Three Fdlowing theg o v e r nanmeoancednengctorswere notified thaauditions
would take place via ZoonwWithin our virtual space, bs the director, along witBachary
Macer(who played Haemon and the Soldljemnd Jane Luton (who later joined the cast as
Teiresiasand Chorus)werepresento script readAuditioneeswere encouraged tearn the

script, set up a quiet and open place in their homes, and use éesuitzophoneo position

their web camera teee their whole body, gesture, and movements.

Figure 21: Holly Charlotte LutonZachary Macer and Holly Luton, witbaria Erastova and Narise Hansen Antigone €
back Antigone, Auckland, New Zealand, 3 September 2020.
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Although this initial process was a success, and the actors were responsive and active in the
changes, the technology proved less than favourable. It was a learning curve for everyone.
Bad internet comections slowed the process, web cameras and microphones were either
turned off or did not work, camera positioning was like goldilocks; just right, too close, or too
far. Some actors read off screens rather than scripts, as the glowing display of desktops
highlighted their expressions. The audio delay of participants made it difficult to accomplish
the Greek dialogueé stichomythia. Background noise and activity, often humorous, was
chaotic in an otherwise organised audition; construction on the stresitdeoghildren,

roommates, and partners conversing in living spaces, pots and pans crashing in kitchens, and

pets waiting for dinnertime appeared in backgrounds and foregrounds.

Figure 22: Holly Charlotte LutonA furry friend dsruptingmy research, Auckland, New Zealand, 3 September 20z
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Peripetiaoccurredn attempting to find an actor to play the role of Teiresias.,Janehad
taken part in the audition process axaptreaderwas asked to join the casmnother

moment of peripetiranspiredvhenone of our cast members had to remove themselves
from the rehearsal process duetber commitment3Vhile thismoment ofperipetia was
unfortunateanagnorisis led tactor and dramaturg Jacqueline Hosdiftly takingon the

role of Creonin November of 2020While this requiredome slightirectorial changes
Jacquelineembraced the role easilgollaboratively makinghoughtful consideratianabout
theresearctprocessThe final castomprisedf Alice Cunliffe as Antigone, Narise Hansen
as Ismene and the MessengicharyMacer as the Soldier and Haemon, Daria Erastova as
Eurydice Jane Luton a$eiresias, and Jacqueline Hood as Cr&¥ith the casting complete,
the research now bag to integratehie textbased analysis with the research's production
design and dramaturgical methoBRotographgrom the productionncluded in the thesis
were taken by Jane Luton, photographer Chrisna Swart, and |. These images have been

incredibly helpful for trangltingthe live productionnto the written thesis.
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TheTheatron: TheScenographic Design of PEEP: Antigone

The Conception of PEEP: Antigone

Figure23: Hol l'y Luton, The second rehearsal of Aeatandg2d i
September 2020.

Examining COVIDrelated theatre desigo$ both international and national companies
three structural elemenssand out modal and scenographic design, audieact®r spatial

relationships, ad the change improcedures and practicetthe theatre

The original intent for the performanoéAntigonewas for itto take place in an outdqor
well-ventilated area to offset the possibilitiesspfeading the viru#\s the play progressed
into dusk the utilisation of natural lightvith the natural echo and reverberation saturating
the surrounding walls, would mimic the Theatron of ancient Grddmgefore, the lighting

and sound design would be minimal.
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Theperformance spacgould include Perspescreens, arranged on three sides, separating
the actors from the audience, creating a thsusta g e-b 6 grbeass&eens woulde used

aesthetically fothe actorgo touch,draw on, spit, andpray (fake) blood

In this theatre space, audiences would be placed at the specified distance from the acting
space of two metres, instigated by the WHO procedures for social distancing. Chairs
(sanitised before and after each performance) would be arranged in sociatigetista
Obubbl esd, consisting of groups in which
theatre spac&Vith the development of thi&OVID-19 TracerAppbdby the Ministry of

Health, New Zealand, Codes would be provided throughout the theateeaspin the

programmes handed out to the audience. In the circumstance that alert levels would change,

audiences would be instructed as to any provisional adjustments of the performance and

notified through the ticketing service and via the Corvus Thé&dmpany website?

The original choice to use an outdoor locatieri t h  a ¢ohpdnged wsithirbtioeXirgt

weeks of the project, as it proved impractical. The Perspex (ballistic proof) screens, sourced

through the AUT Engineering department, prot@al heavy for relocation from the to the
proposed space. Secondly, providing power output for lighting and sound to the outdoor

space was unfeasible.

The aesthetic scenographic design of the
procedures anpractices in the final desigri® However, theheatre spacaas relocateihto

the EngineeringspacéeVZ111, wherescreens were housethis space later became known

t

he

Per

2Hol ly Charlotte Luton, éCorvus Theatre Cod, Corvus

https://corvustheatreco.wordpress.cofimages from the reheals and performances, and more information
regarding the administration and organisation of the production can be found via the website,
https://corvustheatreco.wordpress.chm/

130 Arranged seating wasqvided for patrons, mask use was encouraged, and the sanitisation of the auditorium

wasconductedQR Codes were provided in the programmes and via a projesttorthe white backdrop as
audiences were seated into the auditorium.
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as the o6glass box, in the gl ademonbtratgshi i n t he
figure 6. Theactorper f or med i n the scenographic Persp
seatedn the glassvalledauditorium andpassersy could see the performance outside the
auditoriumor view the performance from the above glasszzanineThefinal design was
serendipitous; the change of circumstance was a moment of discovery and resulted in an

aesthetically pleasing production.
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Figure 24: Holly Charlotte LutonSketch of Original PEEP: Antigone on the Grakswll, Auckland, New Zealand, 2
September 2020.

Figure 25: Holly Charlotte Luton. Sketch 1 of the PEEP Show Glass Box, Antigone. Corvus Theatre Co. Auckland
Zealand December 2020
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Figure 26: Jane Isobel LutonAntigone Tech RehearsalThree Glass Bubbleé&ntigone, Corvus Theatre Co., Aucklanc
New Zealand, 27 January 2021.
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Luton suggests that

Serendipity, aterth i r st coi ned by Horace Walpole in 1
acci dent al[ &Josealisevaenonert s derendipitous | must have a

sense of HAcuriosity, spontanefty, imaginat

It is exciting for thedirector and designer tese their imaginations t&tage theatre in
unconventional spaces. As Clachanlexpi he y eds an irony in the fa
theatremakers have been increasingly excited about making work wtraditional venues

just as these venues are attracting the attention of other, gembeted impresarios

Mirroring, Reflection,and Transparency

Aesthetically, the clinical and industrial style of the engineering spaceratedeflections
and mirroringliket h o s e o f HeGubd Thepalishédsoncrete flapthe mirrored
Perspex glass bpandtheglean of the costumespnbined witha bloodspray of red
theatrical lighting, producescenernthat otherwisemight notberecreated within a purpose

built theatre space

Costumes

Costumesverespecificallychosen for their reflective propertidor exampleCr e on 6 s
coronation hoodvasmade of reflectivered and blackstain andAntigone was dressed in
polished white Doc Marten bootand a maroon leather jackethichreflected and refracted

the light.

BlLut on, 0 RdBarnjicadegy Embodied Reflections on Passion and Melancholia in Drama Education
by Key Pr,pd28i ti oner s o
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Parallel to the ancient Greéhkeatremasksmodern N95 medical maskeere used by the
Chorus during the opening cleaning ritua¢condly, lhey dressedh white laboratorycoats,

reflecting PPE.

Unexpectedly, while designing the costume for TeiresialBck lacemask was sourced

which appeared to emul at e-likeaskof tneflhantoearly 6 pl ag
18"-century European plagues. Additional accessories included mirrored glasses, which

shielded the bandaged eyes of Teiresias fromutleace The glasseseflectedCreonin the

eyes ofTeiresiadupon first meeting himA long dark reflective trench coappeareghlague

doctorl i ke. The boy, guilewas dréssedia Smilar elothitinpts i a s 0

mirroredTeiresias.

InfformedbyAnt i gone d&s Okeexyt raednjuesdtirém the Model Book tasks,
blue boiler/jumpsuia n d h a n g masusedd uhroi ondg Aconvictignecene this
costumeparallelecthe uniforms of thedGuantanamo Bay prisoné¥ and theclothing used
by theextremist terror grougjslamic State of Iraq and Sy@éSIS), for theexecution of

their political prisoners.

132 United States military detention camp in Cuba.
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Figure 27: Chrisna SwartDaria Erastova and Jane Luton as the Chorystigone, Corvu$heatre Co., Auckland, New
Zealand, 29 January 2021.




Figure 28: Chrisna Swart, Zachary Macas The Boyand Jane Luton a$eiresias, Antigone, Corvus Theatre Co.,
Auckland, New Zealand, 29 January 2021.
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Figure 29: Holly Charlotte LutonAnt i g o n e 6 sAntgane, Carvad Theatre Céwuckland, New Zealan@y/
January 2020

Figure30:Chr i sna Swart, Anti goneds Conuckiand] New Zedlan®7AJanuaryg
2020
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Sound and Lighting

Whil e the Theatr onhdasuda t@opli aaane i fso raSaneépd vaicreg d
technical equipment was ustxlenhancéhea ¢ t woicestbrough the presence of two
standalonemicrophones, Down Stage Left and Rightt h glassdbo® Howeverthe

naturaleffectof thea ¢ t o r s id thevconicreteEngineering spacasfortuitous The

vastness of the extended speesonated and echoed the t wvorces andeightenednany

moments As demonstrated ithe argument betwedi#taemon and Crepn Haemond6s echo

threati

if she dis, she wondHaemdni e al one

T followed and contrastetly thelongsilenceo f  C r bewdlaetent elicited goosebumps

among the actors araidience aliké3?

The following image highlights this moment w
and body At the same timeslaemo® s power i s exhi bBpadeasdeis hr ough
projected onto the white backdrop behikRajure 28captues the reflection of the audience,

lights, surroundingauditorium, and the outsidgaint Pauls Street

138 Unfortunately, the video recording Ahtigonedoes not capturthe same resonanas experienced within
the space.
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Figure 31 Chrisna Swart, Jacqueline Hood as Creon and Zachary Macer as Haemon, Antigone, Corvus Theal
Auckland New Zealand?9 January 2021.
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Sound effects anchusicwereselectedo develop and conveguiding symbolic motifs

through the productiof*The tr ack 6 Anci ewasplayebseveral EmedA mbi enc
whenever theleath of Polynices wamentioned Combined with the DSC red spotlightget

act of musical repetition created a motif in which the audienatl connect soundnd light

with Polynicesdeadbody. His body, seen only in the opening video projecti®econdy, the

track o6Dar k \anbareklly tseddfouanmments Thefirst, as Creon
threatens Anti gone .@aonkskngliewd &p o roagnicsittdte e t Isa wo
she laighs, mmoured h at  &an,eHaemoéns wouldisapprove of his apital

punishmentsThe secondluring Haemora n d Cr e o n GasHaamonnexplieably |,

threaensto commit suicide shoul@reon send Antigone to her deafiethird, during

Antigone &cenviction,whensheiss e nt  s$tame tbnd by Cieon for the act dfeason

andterrorism Finally, Haemon and\ntigoneare joinedn love as in éath Antigone

hanged, and Haempslaughtered by his fatheFhe sound plays a final tim&his musical

motif reflectedtherelationship of Haemon andnigoneand their determination to see a

piousma r t deathstayether

A low rumbling sound effect reverberated throughout the theatre in key momeatsffect
symbolised the i mpending O6prophecy foretol doé
Teiresiasuntil the final scenes dintigone his laterpresences finally connectedvith the

rumblingheard throughout the plapu di ences wi th contextual kno
Thebartrilogy recogniseTeiresias fromDedipus the Kingwho delivers aimilar prophecy

to Creonas to Oediputhat he(Creon)has been the cause of such despair and suffiening

his people.

134 A repeating sound or phrase, used to convey thematic meaning.
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The suffering you inflicted upon others, will be inflicted upon you, you will suffer

as they didi Teiresias

The curse of Oedipus endemido the Theban familyand theumbling inAntigone

insinuates théragicirony of fate andorophecy**®

But when one unlucky familyn c ur s t h e fgom desebatiom®!| i gni ty

generation they must swallow the bitter poticagain, and then agalri Chorus

Consequentially, esigningtheatre imontheatrical spacesftenpresentsirawbacksvhen it
comes tdechnologies. Althougthe engineering space did host a largmriilt stereo system
which allowed us to control tifgound Design and Effeclsr the productiona lighting rig

was not installednstead consultationsvith our Lighting Designer, Paul Summergsulted

in a lighting planwhich coincidently producel reflections and mirrorig on thedlass bo®

and the polished floor. The lightivgase x t ended ar ound t homalbase
sidesand was directed upwards, underlighting the actors facdswnstage spajlowedred
under the act or s desailedthnes hwhrern fc hca rsa cgthetr so f

body.The lightingcausedhe actorgo lookghoulish and ghodike.

135 Claire Colebrook|rony (London and New York: Routledge, 2004) 14[ Tragic irony is exemplified in
ancient dram@ é [The audience wahed a drama unfold, already knowing its destined outdor@din.
SophoclesOedipus the Kingfor example, 'we' (the audience) can see what Oedipus is blind to. The man he
murders is his father, but he does not knaw.it]
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Figure 32 Holly Charlotte Luton Jacqueline Hood as Crednfi Po | y ni c e s
alb&dntigoned, Corvus Theatre Co.




SetY / KIANB Ay | w3aftlaa o02EQ

During rehearsals, we di s cfiaedsetvedould playwithas 09l
a multitude of reflections. Time was spent during the rehearsals directing the actors to face

and interact with the reflective surfac®¢e discovered thactor A, facing away, with their

back to Actor B, woswdctdns bne reactiohsemirrored insthe surfake t o r
of the glass, and vice verskhis acting method was used again when Actor A, Antigone and

B, Ismene, were seated batckb ack but coul d see each otheros

Simon Critchley suggestd)ere is mirroring within the play text too:

There is the double death of Eteocles and Pc
Antigone and Ismene, which mirrors that of their brothers and their own future

strife. [é] everything and ever%one is doub

Figure33Chri sna Swart, But | wasnot afraid
knew how it would be! Antigone. Corvus Theatre Co. Auckland, New Zedimhuary D21,

136 Critchley, Tragedy, Thé&reeks and Usp. 50
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Figure 34: Chrisna Swart, And no woman will get the better of me, Antigone, Corvus Thea
Auckland, New Zealand, 29 January 2021




Figure 35; Chrisna Swart, Daria Erastova as Eurydigeur ydi ceds Sui ci
Theatre Co., Auckland, New Zealand, 29 January 2021.




Transparency and reflection were fundamental in the designtajone and the use of

minimalistic set through metallic and Perspex chaidsled another layer to the scenographic

design. Altogether, five chaifsvo constructed o$teel and woodand threenade ofclear

acrylic) were employed by the actors as objects of relaxation, integration, and elevation.
ThesePerspexchairs originally designed by Philippe Starck, aféen referred to aghost

¢ h a.iOneartn restedPerspex chaipermanentemainedoehind the single Perspex panel,

USC. A spotlight fixture sat under this chair, pointing upwards towards the white backdrop.

The chair becamgymbolcof6 The Theban Royal Throned, a pl
In cyclicaldirectionanddesign, the audience encountered this space in two contrasting focal
moments The first, Creon6s entrance and coronat
Eurydiceds suicide. The secondary point beca
the Theban royal family. This moment was revealed using a black curtain, which was ripped

down by the Messenger, revealing a blood splatted screen, as a wash of red lights stained the

stage.

Figure 36: Holly Charlotte Luton Cr eonds Coronation and The ClI
Auckland, New Zealand"4ebruary2021.
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Figure 37: Chrisna SwartAntigone Hangig and Haemon Beside Her, Antigone, Corvus Theatre Co., Auc
New Zealand, 29 JanuaB021.

Theactors used the chraias objects of elevation or standing plinthsf or exampl e Ant
death This actionwas demonstratestylistically by Alice Cunliffe(Antigong. Antigoneis

seen climbingnto theDSRmetal chairShep| aces t he hangmanés hood
slowly as she hangs herséif This moment was unusuasdeath or violence is not shown

on stagen traditional anent Greek theattre | nst ead, a dlkkykiema@@known

wheeled platformmwaspushed oubnto the stageevealing thelead body to the audience.

137 Her fate is that of her mother, Jocasta, whomwemp hoc | e s & O evHoajsaichoses toeandi n g,
herself.
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Projections

Figure38 Chri sna Swart, Anti gone dhedtre @om Auckiahds New Zealand, 2¢
January 2021.

Exploiting the purposeof the Ekkyklemaprojections werenlisted as a storytelling devite
paralld the original contraptionAs demonstrated in the figure beloprojectionswere used
toillustrate offstage action, particularly illustratingortality or violence These included

OPol yhuri@®Ind i go ne i nEutydicein tikcavmre@dAll exaeptdhe final

violent conflict between Creon and Haemon, which was explicitly demonstrated on stage.

@olynicesburidd pr oj ect i olack screenzastheveoundof thee odean waves
breals gently, and a fly buzzing heard Fading into viewthe hand oPolyniceswith blood
dripping and poling onto the sant revealed. This moment was held faneiute before
footstepsareheardd a pair of polished, white Doc Marteheadtowards Polynicesvhere
theystop. Cutto black.On stage: As the projection gl Antigone can be seen USL

standing in the same boots as she leans against the back wall
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0OAntigone in the Caved, filmed in the underg

as thoughhe audiencés viewing security footage from a VHS videotagtigone is

pushed into the cave with a hood covering her face. She removes the hood and begins to look
aroundas the footage playstaticbreaksup the images as it cuts between three camera

angles. Finally, we see Antigone reaching fpige, with whid we assume she hangs herself

from, before looking directly into the camera. Static cuts to black.

In Eurydice in the Mirro@ Eurydice is seen inside the pata&he is stoiand hiding her

grief of the news that her son, Haemon, has been killed dyusband, Creon. She is looking
in a mirror and is seen brushing her hair. Subsequéotlking away, shérings into viewa

pair of sharpened scissdhat glint in the light. Eurydice looks directly into the camera
through the mirror. Cub black. In all three of these projects, the low rumbling sound can be

heard.

Although actors in ancient Greek theatre wore masks to convey their character andgmot
the audience would not have easily seen their éye¥=EP: Antigoneprojections were used

to focuson the eyes of each characteéach major character in the plagsaffordedone
projection in which the audience could gaze intartages and fdeghe emotional weight of

their characterin my productonwe saw | smene, fAweeping for

threatening his fathewvith his death Antigone in the cave, preparing to hang herself,

Eurydice,in the mirror, stoic with grief, and finally)Ce on, as t he f@Aol d man

suffering hlethefiml seagpndsvaashprojection, the actors looked directly
into the cameraas though glaringnto the audiencesharing their truth with uas theyaskus
to take pity on themfiTragedy, as Aristotle wrote, is expected to evoke pity and fear from
anaudience. However, the only character wmhee do not see aprojection is Teiresias. As
the blind prophet of Thebes, he is the vessel of trutiyiaeccommunicator and interpreter

fort he Gods. Bandaged and bl oodied, we never
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which others are blindo. He does not ask for
Upon confronting Creon, Teiresias guxes a jar of eyes, moist and pooling in blood,

plucked from the corpse of Polynideg thedogs anctrows The eyes of Teiresiasand the

eyeballsof Polynices e mi n d u sinability toGeethetnuth. Bhis prop was created

using a plastic jar fidd with fake blood and twycheeso replicate the eymlls with the

guava tacreatethe gore and flesh of Polynices.

Figure 39: Chrisna Swart, Leave him alone, and let him learn how a wise man controls his tongue, Antigone, Corvu
Co., 29 January 2021.

The projectionservedseverapurposs. Following the governmerg guidelines for an event,
the first projectiordisplayedthe QR Coddor PEEP: Antigonewhichtheaudiencavere
encouraged tecan via th&COVID-19 TracerAppa Although not initially planned, the

projections became a solution when Zach was involved aceidenta few weeks before the
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final performancesThe decision was made to protect his wading and prevent any

additiona stress during the rehearsal process through consultation with Zach, the supervisory

staff, and the cast and crelm another moment of anagnorisis, the scene between Haemon

and Creon was adjusted to reflect the mediums of communicatexhinthe panderc.

Filmed when Zach was feeling a bit better, a video of Haemon calling his father via Skype

was projected onto the back wall as Jacqueline interacted with the large video. | was amazed

by Zachdés ability as an act thereseaech,ashhawas t o t h
required to be both a film and stage actor. His performance in the contrasting roles as

Haemon and the Soldier was a delight to watch each night. | realised thveashisolution

if an actor beemeill and needdto isolate from theast and crew

Figure40: Chrisna SwartJaneL ut on as Tei resi as, 6ANntigonebod, Corvu
2021.
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TheChorégosand Ddaskalos TheProcesses and/lethods

of DirectingAntigone

Figure4l: Jane Luton, Holly Luton DbAatt g
Corvus Theatre Co., Auckland, New Zeala®id January 2021.
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